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Synopses
During his Italian campaign, Napoleon Bonaparte 
plundered about 5000 artworks for removal to Paris 
to enhance the prestige of his empire. After his fall in 
1815 and the restoration of the monarchies, nations 
demanded ‘the restoration’ of their art treasures. Felicia 
Hemans’s The Restoration of the Works of Art to Italy: 
A Poem (1816) is occasioned by the return of the 
works of art of Ancient Rome and Greece plundered by 
Napoleon to Italy; it is a Waterloo poem in which she 
apparently celebrates the victory of Britain and the fall 
of Napoleon and gives detailed ekphrastic descriptions 
of the restored artworks.
In the first and second sections, after a brief 
description of a cultural phenomenon of poems on 
the battle of Waterloo and the fall of Napoleon, The 
Restoration is compared with other Romantic Waterloo 
poems, including William Wordsworth’s Thanksgiving 
Ode (1816), Robert Southey’s The Poet’s Pilgrimage 
to Waterloo (1816), Sir Walter Scott’s The Field of 
Waterloo (1816) and Lord Byron’s Childe Harold’s 
Pilgrimage (vol. 3, 1816). After Waterloo, the Duke 
of Wellington decided that the art looted by Napoleon 
in Italy ought to be returned to its previous owners. It 
was not until 1815/16 that the English Parliament voted 
a large sum of money for the Waterloo and Trafalgar 
monuments. The House of Commons requested the 
Prince Regent for a National Monument to be erected 
in honour of the splendid Victory of Waterloo, and the 
Waterloo Committee invited Royal Academicians to 
submit models and drawings.  Hemans’s poem reflects 
on the on-going politico-aesthetic issues in both 
England and Europe after Waterloo. Hemans explicitly 
states that ancient classical artworks are ‘precious tro-
phies’; this demonstrates that she is deeply involved in 
a correlation between artworks and ‘spoils of war’.
What is strange but most interesting about the poem 
is Hemans’s preoccupation with the tombs, graves 
and sepulchres of unknown soldiers in the battlefield 
of Waterloo. The third and fourth sections of the 
paper delve deeper into the implications of this preoc-
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cupation. It is indisputable that for Hemans they are 
closely and inextricably related to Art in a significant 
way as in ‘Art … reared her throne o’er Latiums’s tro-
phied tomb’; indeed, Hemans represents those tombs, 
graves and sepulchres as nothing less than the artistic 
equivalents of the plundered classical masterpieces in 
sculpture. She even finds herself seeing the origin of art 
in them which she believes to be radically concerned 
with her idea of art as ‘trace’. If her ekphrastic descrip-
tions of the restored classical sculptures are based upon 
the ‘general’ view of Art with a capital letter, those of 
unknown soldiers’ tombs, graves and sepulchres are 
considered from the ‘particular’ point view of art with a 
small letter. Hemans identifies herself with the former, 
sharing the public celebration of the victory of Waterloo 
on the one hand, and she questions the victory in the 
latter with an incisive critique of imperialism on the 
other. 
SynopSeSvi 
Dion Boucicault has been generally regarded as the 
representative figure of Victorian melodrama, which is 
technology-based and spectacular, and, therefore, poor 
in literary qualifications. Though recent critics have 
tried to rehabilitate the reputations of Boucicault, they 
emphasise mostly the nationalistic idea of Irishness and 
traits of the melodramatic genre in his plays—both of 
which are products of modern epistemology. However, 
Boucicault’s works are in fact more deeply conscious 
of poetry, or the early modern aural theatre, than they 
appear. 
The Corsican Brothers (1852) achieved huge suc-
cess in London mainly because of the technology-
driven spectacle in the apparition scenes, with the 
specially devised trap door which came to be called 
the “Corsican trap.” Even so, in the apparently spec-
tacular grand finale, the playwright endeavours to 
impress his audience with an equivocal triple promise 
from the mouth of the ghost. In a similar vein, in The 
Colleen Bawn (1860), what lies in the centre of the 
famous “water cave” scene—a spectacular rescue of a 
drowning heroine—is the solemn oath she took before 
a local Catholic priest in the previous act. It should be 
admitted that these naïve speech acts fail to match the 
creative ambiguity of oaths in Shakespeare’s plays. 
And yet, occasional lines including the heroine’s last 
words prove good enough to illustrate what the author 
was trying to achieve. 
Critics contemporary to him showed their strong 
dissatisfaction with Boucicault’s habitual mention 
of Shakespeare and the English dramatic tradition, 
including his provocative comment that “Shakespeare 
is occupied in editing a morning newspaper” in the 
modern age. Nevertheless, it is the fierce and continu-
ous debate over the decline of drama between the 
playwright and the critics that made clear what was the 
problem and, thus, functioned as a stepping-stone to 
the dramatic reform movement in the early 20th cen-
tury. 
Then, it is in fact not so surpirising that, in his 
dramatic review, J. M. Synge should insinuate that the 
Irish Literary Theatre movement has a common ground 
with Boucicault’s melodrama in their aspiration for the 
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revival of poetic drama. Boucicault could have been 
a precursor of the revival movement of verse drama 
advocated by W. B. Yeats, a mortal enemy to melo-
drama. 
SynopSeSviii 
The aim of this paper is to argue that the self-ref-
erential and non-realistic rhetoric of Wallace Stevens’ 
lyric poetry in the 1930s was itself a sociopolitical 
response to the era. Critics of the 1930s had argued 
assiduously about the cultural role of poetry and the 
place of the poets, including Stevens and his poetry, 
during the time of the Great Depression. Whereas for-
malistic criticism, represented by New Criticism and 
Deconstruction, has discussed mainly the textual level 
of Stevens’ poetry, New Historicism locates Stevens 
in these sociopolitical contexts, and interrelates his 
works with the complicated cultural trends. In contrast 
with the Historicist reading, this paper focuses on the 
autonomy of lyric, which is opposed to the mimetic 
representation of realism, and attempts to elicit histo-
ricity from Stevens’ poetry in the 1930s. Following the 
sophisticated linguistic approach of influential studies 
that analyzed the function of negation and copula, a 
close reading of “The Man with the Blue Guitar” in 
this paper will propose the validity of tautology and its 
adjunct anatomy of deictic in order to reveal the speci-
ficity of Stevens’ poetry.
Firstly, Stevens’ poetic development in terms of a 
sociopolitical point of view can be identified by trac-
ing the continuum from Harmonium to Ideas of Order. 
“Tea at the Palaz of Hoon” in Harmonium represents 
a typical autotelic high-modernist figure through its 
exclusive useage of negation, but the subsequent 
“Sad Strain of Gay Waltz” rejects such a manner by 
rejecting the former self and bringing a social condi-
tion into the poem with the variation of negation. The 
transitive verb “be” and apostrophe used in “Mozart, 
1935” seems to objectify the actual event of the Great 
Depression by bringing it into the private sphere of 
lyric, however the poem still cannot fully clarify 
Stevens’ sociopolitical position. Secondly, although 
this emerging realistic mode of Stevens is criticized 
by Stanley Burnshaw’s harsh review titled “Turmoil 
in the Middle Ground,” Stevens’ direct answer to the 
attack exhibited in Owl’s Clover shows a new poetic 
direction that is abstraction. Along with his abstract 
tendency, Stevens was conscious of “the pressure of 
the contemporaneous” that forced poets to represent 
Wallace Stevens and the 
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objective reality. The essay argues that Stevens’ tactical 
employment of tautology, which consists of negation 
and copula, rectifies such reductive force. Lastly, the 
main part of the argument offers a close reading of 
“The Man with the Blue Guitar” which tries to eluci-
date how the poem or its speaker locates itself in and 
out of the texts. The self-referential rhetoric of the 
poem cannot reproduce reality as it is, but reflects its 
paralyzed social situation upon the closed structure of 
tautology. In addition, the frequent use of the deictic 
by the speaker foregrounds the non-temporal state of 
lyric, indicating the very condition that makes poetic 
discourse possible. In conclusion, this abstraction made 
by strategic rhetoric in Stevens’ poetry was itself a 
social and political reply to the contemporary, and pres-
ents a new mode of thinking in and of the 1930s.
